colophon at the end (fol. 208r) recounts in detail the circumstances of production: Sancia ceu voluit / quod sum regina peregit / era millena nouies / dena quoque terna / Petrus erat scriptor / Fructosus denique pictor. Thus the book was undertaken at the initiative of Queen Sancha in AD 1055, but belongs to Fernando and Sancha, Petrus being the scribe, Fructuosus the illuminator. 7 This information is communicated pictorially (fol. 3v) in an extraordinarily precise way, as if it were a record of a tableau vivant ( fig. 3) . Fernando, crowned, holding a scepter and, as in real life, red-headed, 8 salutes Sancha who stands at his left on the other side of the pictorial space. Between them is a figure that seems to be directed to cross this space by Sancha and surrender the Book of Hours to her consort, Fernando, thus recapitulating the process outlined in the colophon of 208v.
The extraordinary luxury of this Book of Hours is apparent at all turns. The vellum is virtually without blemish and creamy white. As has been noticed, purple and gold, generously applied, point toward imperial honor. Just how such a stylistic revolution was managed is far from clear, but in terms of motive it is useful to note that it coincided with a new stage of Leonese ascendancy. 9 From the time of Alfonso III the imperial title had been applied to the kings of León. In marrying Sancha, heir to the Leonese throne, Fernando had assumed the same 7 Although A. LÓPEZ FERREIRO failed to see that the first "u" of the name formed a nexus with the preceding r and read the name of the painter as Frictosus (Historia de la Santa A.M. Iglesia de Santiago de Compostela, II, Santiago de Compostela, 1899, pp. 524-26), it has been assumed by most that the painter's name was Fructuosus. DÍAZ Y DÍAZ noted that the need to maintain an hexameter form for the poetic colophon required the shortening of the name to Fructosus ("El códice de Compostela", p. 47). Anales de Historia del Arte 2011, Volumen Extraordinario (2) 413-435 dignity. His "consecration" and "anointment" as such had occurred almost two decades earlier in 1037. 10 But on 1 September 1054 Fernando defeated his brother García and his Moorish allies at Atapuerca. Along with the recovery of Castilla Vieja, territory Fernando had ceded to García for his help against Vermudo III, Fernando gained La Bureba and a good part of Montes de Oca. It was a crowning moment. Without rivals, Fernando could begin a march on the wealthy cities of Andalucía, usually with Sancha at his side. In the same year that he received this book of hours from his Queen, Fernando convened a grand Council in Coyanza with the motive of reforming the church, even as the pre-Conquest rulers had.
11 Indeed, for Marius Féro-tin it was comme le dernier echo des grands conciles nationaux de Tolède.
12 Serafín Moralejo rightly concluded that no es casualidad por lo que el códice se fecha en 1055, un año después de la victoria de Atapuerca, que supuso para Fernando la plena asunción de la idea imperial leonesa… 13 It may not be coincidental that the formula for the full-page Presentation frontispiece featuring a completed book being offered to its royal sponsor was not peninsular, but of a type popular in imperial circles north of the Pyrenees, 14 but it is so extraordinary in design as to make the requirement of a model problematic. The special 10 On the history of regal anointment in the peninsula see P. LINEHAN nature of this prayer book destined for Fernando is evident from the routine, even antiquated, character of the prayer book for Sancha's use that was completed in 1059, 15 or of the equally conservative copy of the Etymologies, copied in 1047 for Sancha and her son Sancho and now in the Escorial. 16 The Presentation frontispiece is, however, far from a replica of any scene known to us and subject to dispute as to just whom the intermediary figure might be. Most often he is recognized as Petrus, the scribe, or as Fructuosus the painter, or an amalgam of the two. 17 Angel Sicart rejected these possibilities and proposed that he was a lay figure, a noble of the court, perhaps, who had played a role in the confection of the manuscript, a conclusion that appealed to Díaz y Díaz. 18 In this line Prado-Vilar has recognized the figure as the son of Fernando and Sancha, the future Alfonso VI 19 Prado-Vilar was right to challenge my earlier claim that the dress of this intermediary figure differed from that of the king. 20 They are similarly attired. The assumption that they wear ropajes reales is, however, debatable. Actual regal attire is represented in two portraits of Fernando on the Arca of San Isidoro of the treasury of San Isidoro, one on the lid ( fig. 4) , another on one of the long sides ( fig. 5) . 21 On the lid Fernando is, it would seem, accompanied by Alfonso and the other sons, all resembling the king. In the relief on the side Fernando stands alone, without a crown, in penitential mode. In both images on the Arca the king is dressed in a tunic, with a mantel fastened at the shoulder. His legs are covered by laced leggings that reach to the knee. It might be thought that the German artist responsible for the reliquary might have used a formula unrelated to Leonese use, but it is the one used slightly later for the figure of Fernando kneeling at the Crucifix painted on the walls of the Panteón, and in the contemporary Privilegio de Nájera Fernando's brother, García III of Navarra, is similarly dressed.
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The masculine figures of the presentation page may be comparably dressed, but not in the ropajes reales currently in fashion.
His extraordinary position at the center of the composition as well as his untonsured head has been seen as reason to reject an identity for the central figure as either scribe or artist. The first objection loses some force when the extraordinary nature of the frontispiece as a reprise of the production and use of the book is taken into account. Moreover, in the great conciliar manuscript of the tenth century from Albelda clerics are depicted unshorn and untonsured. 23 There is an alternative identification still more attractive, however. In dress as well as gesture and crown the image of king 22 David ( fig. 6 ) at the head of penitential Psalm XXX (fol. 29v), 24 replicates the figure of Fernando, with the exception that Fernando is wearing shoes, and it is difficult to avoid the conclusion that the Leonese king has forsaken his normal regalia in order to appear in robes identifying him with a biblical king. Joaquín Yarza preferred to recognize this barefoot central figure as David, the author of the Psalms and kingly model, and therefore as worthy of such an exalted position. 25 Although the performance he is engaged in might seem unfitting for the biblical David, this identification is attractive. However, the manner of his participation as a book-bearing link between the royal couple so perfectly matches the colophon's record of the book's context that it cannot entirely eliminate his identity as Petrus/Fructuosus. And probably the latter, for in the colophon, which identifies Petrus with a typical designation as scriptor, Fructuoso is entitled pictor. Díaz y Díaz held this title to be unique, 26 but in fact, there is a precedent from a century earlier: Maius of Tábara was termed arcipictor in a colophon by his disciple, Emeterius. 27 This unique distinction was well deserved, for it was Maius who converted the original pictorial content of the Commentary on the Apocalypse of Beatus into the richly endowed format we associate with the Commentary today. If the colophon of Fernando's Book of Hours reached beyond the normal to honor the special talent of Fructuosus as pictor, such recognition may have justified a special prominence in the frontispiece as well. In any case, it is difficult to imagine prince Alfonso in such a guise, shoeless and so robed, or, indeed, Sancho, who as Fernando's eldest son might have taken precedence over the fifteen year-old Alfonso. In the Privilegio de Nájera, the charter of 1052-1054 whereby the Navarrese king founds and endows the monastery of Santa María de Nájera, García speaks in first person and 
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Assuming the role as mecenas indicated by his Old Testament ancestors, a list of gifts follows. Fernando was the first to witness the charter. We may imagine that in the following year Fernando, in the context of a book of prayers rather than a record of material benefaction, assumed the role of David, the psalmist king.
Stylistically the Book of Hours remains something of an enigma. The Presentation frontispiece is a remarkable page in a remarkable book. In contrast to the brilliant Mozarabic book art, brown and dark blue dominate. All participants are rendered in a way that emphasizes their bulk and actual or possible movement in contrast to the static nature of Mozarabic figures. Indeed, contrapposto is part of the strategy of story telling. And as a bonus an ingeniously designed and carefully rendered curtain offers a stunning affirmation that a third dimension can be easily evoked in pictorial narratives. Gómez-Moreno compared the precocious new style to that of the Beatus of the Gascon monastery of Saint-Sever-sur-l'Adour, Fructuosus in a monastery with a particularly well-endowed library and a tradition of illuminating books. 33 If the Privilegio is considered a clue to the Diurnal's origin, San Millán de la Cogolla must be one of the few candidates for such a site, for it was only a day's journey from Nájera. It is true that San Millán's illuminated books before the time of the Privilegio, though numerous, do not forecast its specific style. The bestknown Romanesque style associated with San Millán, the miniatures that completed the Beatus of San Millán 34 and the Missal of San Millán ( fig. 8 ) are from around 1100. These display a Byzantinizing style imported, surely, from across the Pyrenees, and the different hands that produced them confirm that this active center had multiple currents to tap. Their failure to come closer to the actual style of the Diurnal and the Privilegio would be attributable to the more than six decades that separate them from the Diurnal and the Privilegio. 36 Fernando, who after Atapuerca could consider Navarra as within his kingdom, was no stranger to San Millán: on two occasions in 1055 he witnessed donations to San Millán. 37 Moreover, a charter recording a donation to San Millán by Fernando's brother, García, in 1052 ends Fructuosus exaravit. 38 This was not witnessed by the abbot of San Millán, but solely by the bishops of the realm, and Fructuosus may well have been a royal scribe.
There is in fact a Psalter attributed to San Millán in the middle of the eleventh century that offers suggestive if not identical parallels with the figure style of the Diurnal. que todas las aparencias [of the content] apuntan a un máximo de concordancias para el Salterio con codices originarios de la región leonesa, citing the Diurnal. In a note, however, he questioned the assumption that the Diurnal was Leonese in origin and called for a consideration of the ambiente castellano-riojano. 40 This Psalter has an illustration of David ( fig. 10 ) whose style, while not as advanced that of the Diurnal, has totally abandoned Mozarabic conventions. One also sees stylistic traits of the Diurnal in an illustration of Christ enthroned above a file of figures illustrating a canticle in a manuscript in Paris (BN Smith-Lesouëf 2) that may have been copied at San Millán. 41 Drawing heavily on Einhard's life of Charlemagne, a grand patron of arts in service of the faith, the author of the Silense makes a special case for Fernando's devotion:
He observed the Christian religion, to which he had been devoted since his childhood, with the greatest piety. He embellished this church which he had newly built and consecrated in honor of the holy bishop Isidore with gold and silver of the utmost beauty and precious stones and silken hangings. He would tirelessly attend church morning and evening, also for the late-night hours and at the time of the sacrifice, and he rejoiced exceedingly to join with the voices of the clergy in praise of God. Fernando would have modeled himself on David and Solomon. With the Diurnal and the splendid treasury amassed by him and Sancha as evidence, it was not a vainglorious ideal.
If the Diurnal suggests influences from the south of France, the treasury assembled by Fernando and Sancha testifies to other orientations. One points toward the Holy Roman Empire, a zone that dominated the world of exquisite liturgical objects of metal and ivory. The surest sign of Germanic contacts is provided by the Casket designed to receive the relics of Isidore of Seville in León in 1063. Gómez-Moreno and others after him have linked style and iconography to the reliefs of Bishop Bernward's great bronze doors at Hildesheim of 1015, themselves dependent on the biblical iconography made familiar by the scriptorium of Saint-Martin de Tours. 43 The complicated vine-scroll patterns on the pilasters dividing the scenes and the angular interlace panels of the lid (figs. 4 and 5) also have counterparts in Rhenish art of the middle of the century. Although the Arca of San Isidoro is not recognizable in the inventory of church furniture donated in 1063 by Fernando and Sancha to San Isidoro, 45 the palatine church of their capital, others equally sumptuous are listed:
A frontal of pure gold with emeralds and sapphires; all manner of precious stones and crystals; three silver frontals, one for each altar; three crowns of gold, one of them with six alphas around it; another crown is of gold with amethysts and enamels, the third crown is actually the diadem on my head; a small box of crystal covered with gold; a cross of gold studded with precious stones and enamels; another cross of ivory with the effigy of the crucified Lord; two censers of gold with the incense boxes also of gold; another censer of silver, very large; a chalice and paten, both of gold with enamels.
In all some fifty items are listed. It was an extraordinary moment. The largesse of predecessors in Oviedo offered Fernando a model, but this magnificent endowment of a palatine church with a treasury would also reflect Fernando's intention to put an imperial stamp on his capital, in imitation of the Carolingians and Ottonians. The focus on the treasury had begun earlier, with the copy of the Beatus in 1047 and the Casket of 1059 for Pelayo, patron saint of the royal churches before the arrival of Isidore's body 46 .
The range of tastes and techniques exhibited by Fernando's and Sancha's collection is extraordinary. Although the styles of ivories in the treasury have no perfect match with ivories elsewhere, there are iconographic clues that point to northern models. That is the case with the ivory plaque in the Louvre ( fig. 11) , 47 and the ivory Cross with Fernando and Sancha commemorated by inscription at its foot.
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Not only were Gallic and Ottonian traditions drawn on, but peninsular ones as well, Andalusian included. As if searching for a justification for its presence, an Islamic heart-shaped silver box was converted to a reliquary for San Pelayo as an added inscription testifies. 49 Another Islamic gilt silver box worked with niello, from Egypt, was probably in the treasury of San Isidoro in Fernando's time. 50 On the other hand, a box with fifty-seven small sardonyx plaques held by a framework of gilded and nielloed silver has no Islamic parallel and must represent local arti- 54 It has been suggested (G. BOTO VARELA, "Morfogénesis espacial de las primeras arquitecturas de San Isidoro. Vestigios de la memoria dinástica leonesa", in Siete maravillas del románico español, Aguilar de Campoo, 2009, pp. 153-91) that the foundations belonged to the church erected by Alfonso V, and that the church of Fernando would have extended further to the east with a more ample choir. However, when the floor of the actual church was removed in 1971, revealing just below the surface the foundations of Asturian shape, there was no sign of foundations for such an extension of the east end. See also note 81, WILLIAMS, "San Isidoro exposed". 55 However, a function as a pilgrimage church for Fernando's palace chapel has been proposed by F. SEEHAUSEN, "Wege zum Heil -Betrachterlenkung durch Architektur, Skulptur und Ausmalung im Panteón de los Reyes in León," Kunsttexte.de, 4/2009 -1, pp. 1-37. The death of Fernando so movingly portrayed in the Silense meant a repeat of history in that the kingdom was divided among brothers and only after war and fratricide could it be united and pursue positive reorganization and expansion. It was, nevertheless, a new era. Perhaps nothing symbolizes better the extent and nature of the change than the matrimonial history of the new royal family: Alfonso never took a Spanish wife, that role being assigned to four French women and one Italian; his daughters were married to Frenchmen. It is true that Fernando in his final years had campaigned rather continuously, but León, his capital and site of his palace, were clearly home. His son Alfonso would be even more constantly on the move, but he too would have a home, in Sahagún next to the monastery of Saints Facundus and Primitivus. As the author of the Primera Crónica Anónima stated: Amó mucho este monasterio así como proprio palaçio suyo.
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Thanks to the tradition of female patronage, institutionalized in the infantazgo, wives, sisters and daughters would keep San Isidoro at the forefront of artistic interest. 58 The author of the Silense went out of their way to acknowledge the role of the daughter of Fernando and Sancha as donor: "All of her life she [Urraca] followed her desire to adorn sacred altars and the vestments of the clergy with gold, silver and precious stones." 59 Unfortunately, we have lost a spectacular example of this largesse, a Cross two meters tall with an ivory corpus on a cross of gold and silver studded with gems. It included an effigy of Urraca at the foot, in gold repousée, identified by inscription. 60 gain some idea of the sumptuousness of conception, however, from the surviving chalice displaying her name ( fig.  12) . 61 It cleverly incorporates two Antique onyx cups so that one can function as the bowl and the other, inverted, as the foot. These are encased in gold filigranes uniting gems and pearls and small plaques of enamel. A singular glass head attached to the rim, while not Antique, suggests a taste shared with the Ottonian patrons for Antique cameos in the decoration of church furnishings. 62 The Germanic background of the techniques employed are as apparent as they were in the case of the Isidore casket.
In addition to the largesse of Urraca on behalf of León, she restored the monastery of Eslonza in 1099 and gave it a gold and silver textile altar hanging, a silver reliquary and a dozen books, including a Beatus Commentary that cannot be traced. 63 At the same time the Panteón de los Reyes rose while she presided at San Isidoro, challenging Santiago for primacy as the kingdom's first truly Romanesque structure. 64 The new basilica would also have been undertaken before she died in 1101, and would have reached near completion before it was redesigned to incorporate a transept. We lack evidence of Alfonso's direct interest in the treasury at San Isidoro; it would have been redundant given Urraca's character and resources, but it cannot be ruled out. His patronage enriched treasuries elsewhere. Sahagún received a magnificent silver altar frontal with figures in relief. 66 Although it is lost, Ambrosio de Morales recorded that it was almost five meters wide. A comparable object survives: the Arca Santa of the cathedral of Oviedo. 67 Although its size is more compatible with that of an altar than a reliquary, its size seems designed to confirm the large number of relics, supposedly brought from Jerusalem to Toledo in the Visigothic era. Their transfer to the new shrine supposedly took place in 1075, but the document that supplies this date seems to be a forgery. 68 This reliquary must have been commissioned by Alfonso VI, probably around 1100. Three sides are covered with scenes of Christ in Majesty, the Apostles and the life of Christ from the Annunciation to the Ascension in silver repousée, and on its upper surface is a niello crucified Christ. Because the style had no counterpart in the peninsula and by comparison of St. Andrew in the Ascension with an apostle in an Anglo-Saxon Homilary, Serafín Moralejo proposed that a goldsmith from England was responsible. 69 Exceptionally, Anna, the Virgin's mother, is present at the Annunciation and in the Flight into Egypt on the Arca Santa. This iconographic peculiarity provides a concrete link to León for she appears twice in the contemporary murals of the same scenes in the frescoes of the Panteón de los Reyes, Urraca's addition to the church of San Isidoro.
Rose Walker has stressed the emphatic familial dimension of the iconography of the Panteón. 70 This is brought home not only by an inscription above the doorway leading from the Panteón to Fernando's church, but also by the inclusion nearby of a scene based on the Beatus of Fernando and Sancha, as the identical inscriptions -UBI PRIMITUS IOHANES CUM ANGELO LOCUTUS EST-attest. Indeed, the choice of subject, the commissioning of Revelation, would have been inspired by the desire to honor the commissioners of the Commentary of 1047. 71 It is significant, then, that this subject appears immediately above the portrait of Fernando and Sancha in the Crucifixion. Just to the right in the spotlighted area of the tympanum above the doorway communicating with the church an engraved plaque carried by angels acknowledged that the church was the work of Fernando and Sancha. As Walker concluded, "it is difficult to conceive of a more emphatic way of drawing attention to Fernando and Sancha's patronage as a means of attaining salvation."
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To return to the unusual presence of Saint Anna, the mother of Mary: was she added out of a desire to underscore the feminine, matriarchal dimension of the family? The common presence of her in works separated geographically and in technique suggest royal patronage went beyond mere commission and endowment to iconographic programming that, one assumes, would not be exclusively in lay hands. Indeed, the rich assortment of subjects on the walls and vaults and capitals of the Panteón, possibly with "liturgical debts" to both the Mozarabic and the newly introduced Roman liturgy, 73 and with a fixed eye on the main goal of commemoration of, and intercession for, the founders, presumes the agency of clerical counselors.
Some subjects might have evolved from local sources, but many are exotic. The Arca Santa and the frescoes were more or less contemporaneous. In style the two are not identical, but drew on different sources. As we saw, the Arca Santa seems linked to England. On the other hand the murals of the Panteón have their closest analogy stylistically with the frescoes in the crypt of Notre-Dame-la-Grande in Poitiers. 74 A French iconographic orientation is evident also. For the first time recorded anywhere Martial of Limoges is present at the Last Supper, a detail based on a legend popularized by the monastery at Limoges. 75 Also unprecedented is another Gallic saint, Eligius. 76 The cult of this famous artisan popularly associated with the Merovingian king Dagobert's patronage was centered in Noyon, where he was buried, but it was only at the end of the twelfth century that it began to flourish, and only in the thirteenth century did Eligius begin to appear in art with any regularity. 77 Do the multiple Frankish liaisons on Alfonso's part -including four French wives -explain such a program? Or was it the result of the wave of recruitment of clerics beyond the Pyrenees?
Saint George had a Spanish as well as a French cult, but his depiction establishes an Hispanic context, for he is combating a Moor. 78 George was the patron saint of Aragón and legend had him miraculously intervening there in the battle of Alcoraz in 1096. 79 After her father's death in 1109 Queen Urraca was briefly united with Alfonso I of Aragón. It was around this time that the very original Reconquest tympanum was installed over the southern, public, doorway of the palatine church with the aid of carvers from Aragón. George's presence may justify a date of around 1100 for the frescoes.
When Alfonso VI consolidated his power on the Leonese throne in 1072, there was scarcely any architecture in his realm that warranted the label "Romanesque." (Or outside of it, Cataluña, as always, being an exception.) At his death in 1109 there was no recent architecture that was not decidedly Romanesque, and indeed a mature Romanesque that incorporated in a major way sculpture on figured capitals and reliefs. Coincidently, this very same period witnessed an extraordinary surge in the popularity of the pilgrimage to Santiago along what had originally been a major Roman road. It must be said, too, that most of the major examples of the new art were on, or very near, this artery.
We have until now been discussing patronage of a more or less direct sort, in that there is a good chance the ruler commissioned the work. With Alfonso so often in the saddle, and when not, in residence in Sahagún, it is logical to assign to the Infanta Urraca's patronage the beginnings of Romanesque architecture in León, with her addition of the palace partially occupying the Roman walls and extending eastward in the form of a room and a large tribune that communicated by a door and balcony with the palatine church ( fig. 13) . 80 Tribunes were traditional in royally connected northern peninsular churches, with examples at Oviedo (Santullano) and at Valdediós. This one, however, was exceptional in being part of the palace. As support this large room required the vaulted rez-de-chausée. As a result, a convenient space for a royal cemetery was offered, and indeed was splendidly decorated beyond the requirements of a mere basement story. The Panteón of San Isidoro has usually been seen as a natural outcome of a Spanish tradition of royal burial, with the tribune, in reality a room of the palace once divided by a wall at midpoint, a secondary result. 81 In fact, the tribune dictated the presence of the Panteón.
The Panteón was splendidly conceived with historiated capitals and murals. Be- cause of the failure of its capitals to reflect the prodigious addition to the repertory of Romanesque sculpture generated at Jaca and Frómista it would seem to be dated not earlier than 1080. 82 It is possible of course that Alfonso had a role in this addition. Like the architecture and sculpture that would succeed it in León and further east in Aragón, it breaks with native traditions by borrowing forms and techniques originating north of the Pyrenees. As a confirmation of the date towards the end of the eleventh century, some of the capitals indicate the new style was imported from Toulouse. The Punishment of Greed in the tribune used by the royal family to observe services in the church employs a formula invented for the Porte des Comtes, the transept doorway of Saint-Sernin de Toulouse. The ball and pinecone capitals of the Panteón have to be linked to comparable capitals from the east end of the same church, and therefore from around 1080. 83 As the new basilica progressed the arrival of sculptors from Aragón can be deduced from the style of the Puerta del Cordero.
The relatively primitive character of some of the sculpture of the Panteón indicates that assistants rather than masters brought the ideas from Toulouse to León. Therese Martin has proposed that the masons assembled in León had first arrived in the area 82 with the decision by Queen Constanza (1079-1093) to erect a residence at Sahagún. 84 Constanza was Burgundian. Why had Toulouse been the supplier of these masons? Alfonso's daughter Elvira would be married to Raymond of Toulouse by 1094, but the conduit for earlier contact with Toulouse remains unknown. Saint-Sernin was of course a major church under construction in the modern style precisely when Urraca undertook a new palace and basilica. Pedro of Rodez, the bishop of Pamplona from 1083 to 1115 might be a candidate for the contact that brought knowledge of Toulouse to the court at León. 85 He was born in Rodez, near Albi and would die in Toulouse. His links to his former abbey of Sainte Foi de Conques and Toulouse were close and continuous and included gifts of Aragonese churches to the two. His appointment to his see was by Sancho I Ramírez of Aragón, an ally of Alfonso VI since the Rioja had been divided between them in 1076 and established a common frontier. 86 The eventual extent of Pedro's ties to the kingdom of León are clear from his engaging Maestro Esteban for his own cathedral and Gelmírez's invitation to Pedro of Rodez to consecrate the chapel of Sainte Foi in the cathedral of Santiago in 1105.
More than anything it is the failure of the sculpture of the Panteón to exhibit the styles we associate with the heyday of the Camino that suggests that it was the first Leonese structure involving vaults carried on compound piers with historiated capitals, and to be dated therefore around 1080. In attributing this to Urraca we are assuming, without direct evidence, that Alfonso VI was too disinterested or busy to have had some role as patron. His capital effectively was Sahagún and there is ample written testimony of its importance. 87 Indeed, Alfonso early on designated it as his final resting place, and designed a new Panteón, a rival to the one erected by his sister in León, for himself, his wives and other dignitaries including, perhaps, Alfonso, the son of his ayo, Pedro Ansúrez, whose sarcophagus lid is today in Madrid. 88 Stylistically it owes nothing to Cluny, but as Debra Hassig demonstrated, its exceptional depiction of the defunct as a full-figured clothed individual may be linked to particular liturgy for the dead practiced at Cluny. 89 Of this complex of church, palace, baths, dwellings for foreign settlers, market and fuero, precious little survives today. 90 But it was the epicenter of change, including the substitution by the Roman rite for the ancient Hispanic rite. Although Sahagún was not subjected to the Burgundian abbey, the Cluniac rule was adopted. Bernard de Sauvetat, a former monk of Cluny, was a forceful agent of the Europeanizing cultural climate Alfonso inherited from his father. Bernard had been in Cluny's scriptorium, and the Beatus of Burgo de Osma, completed as he left Sahagún for his installation as archbishop of Toledo, was the first peninsular copy in a Romanesque style. Rich in innovation, it testifies to the high intellectual level of the monastery of Sahagún. 91 There is no evidence to link its style to the direct intervention of Bernard. Rather it reflects the continued embrace of the Europeanizing culture Alfonso inherited from his father. If Sahagún's true role in the history of Romanesque is beyond recovery, Alfonso's crucial link to the greatest of the churches on the Camino, the cathedral of Santiago de Compostela, is well documented. Alfonso had to be aware of the special place the apostolic shrine had in his father's life. It is recorded in exceptional detail in the account of Fernando's life that is the focus of the Historia Silense. 92 Alfonso's role in the elevation of the grand new basilica was crucial. He arrived in Santiago in January 1075 with his full court. A grand council had convened. It was a fitting audience for his gift to the apostolic church of 30,000 dinars from the booty collected in Andalucía the previous year. 93 Additional royal support would come later, in 1107, when Santiago was given the right to coin money specifically to help build the church. 94 The capital at the entrance to the chapel of San Salvador which commemorates Alfonso's part in promoting the cathedral has a counterpart in capitals of the Auvergne and Conques. 95 One on the exterior of the San Salvador chapel is based on the same Toulousan formula for the punishment of vice that we saw in the tribune of the palace of San Isidoro. 96 It may be that Pedro de Roda, who had links to both Conques and Toulouse and to the bishops responsible for the Romanesque basilica, had a role in facilitating contact with these sources. It is likely, too, that word spread that a great building enterprise was taking off in Compostela, and masons at sites where Romanesque was more advanced sought to take advantage of the opportunity. As work progressed the sources tended to remain the same, but the level of skill rose, as with the punishment of greed in the north transept, clearly based on the tympanum at Conques. 97 It may be that, as work ceased or slowed at Toulouse and Conques, the first generation of minor masons was succeeded by their masters. At the same time these Gallic masons were joined by equally talented peninsular ones who had previously worked in Castilla and Aragón. 98 In the new church of Santiago we have a consummate witness to the initial blessings of royal patronage in the kingdom of León, but it would be a mistake to think of a royal building program. Initiatives were in the hands of entrepreneurial bishops like Diego Peláez, Diego Gelmírez and Pedro of Rodez.
Works sponsored by Alfonso's parents and his sister proclaimed their role as patrons by including effigies and names. That is a mode of patronage eminently aligned with their concern for dynastic stability and personal salvation. Alfonso certainly shared their goals, but he ruled in different times and led a kingdom that had grown beyond the Duero, and which had to absorb a burgeoning population and new economic and social realities. Strengthening the ties his father had initiated with Cluny helped, as did relations with Rome, essentially a new enterprise. Were we not ignorant of his initiatives in Burgos and Sahagún our portrait of Alfonso as patron might be strengthened, but probably not enough to invalidate the portrait of we have. A monk of Sahagún who would have lived part of his life under Alfonso probably was not far off the mark: varon por cierto en las cosas belicosas mui noble guerrero, en disponer bien su rreino proveido e discreto, en el juicio mui derecho, en los negocios seglares astuto e entendido, mas en las cosas eclesiasticas religioso e piadoso, en ensalçar y magnificar su reino mui singular. 99 It would not have occurred to him to think in terms of artistic patronage, that activity being subsumed under cosas eclesiasticas religioso e piadoso. There is no hint that Alfonso's reign coincided with a surge in building that was unprecedented in the peninsula, at least since Roman times. It would have been impossible without the stability promoted by his success as warrior, judge and astute man of daily affairs, but others initiated and directed the building campaigns. Despite his reputation for piety and his personal record of bestowing treasures, Fernando was as active as his son in the Reconquest, and one may suspect that although his will and support were constant, the extraordinary range of patronage associated with the Leonese royal family was deeply indebted to his wife and daughter.
